Since 2005, François Bon, who began his literary career in the 1980s as a novelist, has gradually shifted the focus of his work onto his now all-encompassing web-based literary and multimedia oeuvre, tierslivre.net. As part of this transition from paper to web, Bon returned to his printed books to showcase them digitally. Most notably, in 2010 he undertook to retype his second novel, Limite (1985), to publish it in the form of a blog, prefacing each passage with an autobiographical and critical commentary. Once completed, he reedited the full commented text as an e-book. This article argues that even though all three versions have the same narrative at their core, each stage of this project offers something different to the reader and suggests a different focus and conception of literature. Together they illustrate that the shifts between media change the reading experience even without exploiting much of the potential for hyperlinking and interactivity, and that before and beyond all the possible narrative experiments it enables, the digital transition means for literature a move away from the logic of the book towards the 'logic of the project'.
the book is replaced by the logic of the project, and in the sense elaborated by Johnnie Gratton and Michael Sheringham (2005: 1) as a 'cultural practice' involving setting up experiments, taking soundings, carrying out sets of instructions or sticking to carefully elaborated programmes. The 'work' made available to the reader/viewer is … an account of the conduct of the project or experiment, the record or trace of its success or failure, its consistency with or deviation from its initial premises.
While the commented complete re-edition of the novel on the web has been noted and analysed by Gilles Bonnet (2014 Bonnet ( , 2015 , the publication of the e-book did not attract much attention and Bonnet himself mentions it only in passing, identifying it with the online version. Yet this transfer is not without implications: the logic of the e-book is not the same as that of a website. It creates a different context and facilitates different modes of reading, inviting the media-specific analysis advocated by Hayles (2004) . The particularity of the mobile e-reading device has recently begun to be considered distinct from the computer screen, with its specific implications for reading and opportunities for creative practice (Guilet and Pelard 2016) . Alexandra Saemmer (2015) has elaborated on how texts anticipate specific modes of reading and how the rhetoric of digital texts differs from other forms of textual existence. Differences can be observed not only in the transition from paper to digital, but also between two modes of digital existence, the web (blog or website) and the e-book, as the case of LIMITE will show.
In addition to the semantic and rhetorical features examined by Saemmer in relation to the medium and the reader expectations they can generate, the e-book also lends itself to a different framing in terms of genre and status. In LIMITE, the generic and editorial framing of the text changes with the e-book, partly encouraged by the medium and partly taking advantage of the opportunity offered by the different medium to propose a yet again modified version. The reframing thus concerns not only the material conditions of reading but also the work's inscription into existing social and cultural practices, the changes in which, as frame theory (Goffman 1974 ) and the pragmatic genre and fiction theories inspired by it (Nielsen et al. 2015; Schaeffer 1989 Schaeffer , 1999 have demonstrated, affect the reading.
The transmedial metamorphoses of this book, which is no longer a book, touches on key questions literature faces in the Digital Age: the status of the text and its relation to what surrounds it; its instability, extensibility, and the limits of its identity; the role of the author; the author's relationship to the reader; the new modes of reading, including the new 'pacts' the text offers to the reader, and their impact on the reception. Lurking behind these is the big question of the life or death of books and literature in the digitally networked society.
Alexandre Gefen (2015) observes a sharp opposition in this respect between the Anglophone optimism about the continuing love of literature and the francophone discourse decrying the end of literature. The apocalyptic spirit has indeed been thriving on the challenges digitization undeniably poses to print culture and sustained reading. Alain Finkielkraut (2001 Finkielkraut ( , 2015 , Cédric Biagini and Guillaume Carnino (2007) have been the loudest and most persistent among the French voices, but the American Nicholas Carr (2010) has reached farther, setting the balance straight. Gefen (2009) reminds us that the French catastrophism did not need the Internet to see disaster and has a long tradition, which he traces back to the seventeenth century, and we can add that the positive approach also remains well represented today. François Bon is the most prominent figure in the camp of those who, without denying the challenges technology poses to the traditional forms of textuality associated with literary quality, see in the digital revolution an exciting opportunity for creative writerly practice and active engagement with texts, both as a writer and as a reader, including the fading of the separation between these roles. The case of LIMITE provides an insight into how Bon conceives of using this opportunity to refresh our image of the text and reinvent the book. This article examines the way in which this happens through the transitions of a literary work from print to web and then from web to e-book. The analysis of the particularities of the medium and the authorial modifications in the framing of the text as well as in its content from one version to another will highlight the shifting place of the work within the author's oeuvre and the broader context of the culture as an ecosystem, the impact of these on the text's status in terms of fictionality and literariness, the implied conception of literature, and the role attributed to the reader. In all this, it is ultimately the concept of the book that is at stake, and the three versions of LIMITE and the project as an open whole show a successful example of how they can coexist and complement one another.
Limite, the book
Limite is composed of the inner voices of four young men in late-1970s France: Joël, the guitarist; Alain, the industrial designer; Joly, the factory worker and footballer; and Yves, who is unemployed. We see each of their perspectives in turns, following their respective streams of consciousness mixing present, past, and dreams, thinking about their own life and each other, and about Monique, who is their shared point of reference as a friend and/or a lover, past, present, or only coveted. The flux of these interior monologues, only interrupted by switches between the voices, revolves around a fracture present in each life, except perhaps for the musician: Alain suffers from Monique leaving him and his joyless work routine; Joly's marriage is poisoned by his wife's awareness of his adventure with Monique;
and Yves is trapped in the vegetative state of unemployment. Monique's abortion and Yves's attempted suicide linger in the background in an obscure zone between the implicit and notyet-happened and materialize for the reader only at the end of the novel. As a reviewer sums up: '[s]traightforward, sad, depressing, distressing, Limite sets no new limits, breaks no bounds, but gives a cold picture of a cold reality' (Greenberg 1986: 446) .
With its clear distribution of characters across a range of working-class social situations and life-like spoken register on the one hand, and the fluid temporality and movements between realms and consciousnesses on the other, the novel suggests a double interest in a critical, society-oriented realism and in the modernism-inspired writing of the Nouveau Roman [New Novel] with Nathalie Sarraute. Despite his great admiration for Balzac, Bon refuses the former when it comes to his own writing, but affirms the latter. In Limite, just as in Bon's other novels from Sortie d'usine through his series of factory stories to Daewoo ' (1984) programme-setting concept of intransitive writing. Gefen (2010: 94, 97) speaks about a 'nonrepresentational', 'empirical', and 'ontological realism' in Bon's case.
Rather than the representation of life in society, it is a deeper contact with the real as a quality and as a realm that Bon is seeking through writing, in this novel as well as throughout his later work. He is intrigued by writing's ability to touch reality in both senses, to palpate the pulse of the world with language and to talk to the world about the world through the power of language: 'qu'est-ce que ça me plaît, on y va avec les mains et on touche, on touche le monde, on touche avec les mains et on touche avec la langue' ['how much I like that, you go at it with your hands and touch, touch the world, you touch it with your hands and your In addition to changing the logic of the individual work and from production to publication, the web environment also impacts on the concept of the oeuvre as a whole. René Audet and Simon Brousseau (2011: 10) He also points out the paradoxical nature of the gesture, since the recopying actually makes the text unreadable. Esterházy (no date) notes the resulting 'oedipal overtone' of the act, which makes it 'a bit of a parricide'. While Bon recopies his own novel with a different purpose and produces a legible text, the temporal distance, Bon's long journey as an author that separates the two texts, and the importance this gesture attributes to the book, associates L2 with these transformative transcription projects.
At the same time, the close engagement with the text which, for Esterházy, the necessary immersion entails is something Bon admittedly seeks. This aspect of the undertaking is reminiscent of the authors who perfectioned their texts through obsessive rewriting, as Bon (1869) could not be the same even if the first had been transcribed without any change.
There are nonetheless a number of actual modifications with further important consequences: (1) the change of medium that restructures the text by offering it in a series of passages of varying lengths published in separate articles (blogposts) and enables hyperlinks;
(2) the commentaries introducing each passage; and (3) small but sometimes highly significant modifications in the body of the recopied text. The result of these is that reading L2 is an entirely different experience to reading L1.
The combination of (1) and (2) can begin anywhere on the web and lead through the text without keeping the reader in the territory of L2 longer than a few minutes and making them encounter more than one passage.
The text placed in the network thus loses the material unity of the physical book, becoming part of a reader's journey which weaves a mental text following the logic of their points of interest and the links offered across the web, rather than a logic proposed by any single author or work. Decentring and rhizomatic structure are indeed two crucial features Landow (2006: 56-62) associates with hypertextuality. Renouncing the sacred status of the work's structure as a self-sufficient entity with a core is the price to pay for opening up to the web and entering the flux, which at the same time brings more readers to the text, who might want to stay longer.
On the other hand, the internal links to other regions of Le Tiers Livre reinforce the coherence of the author's work as a whole, readily available around any point of L2 where the reader -or rather the 'internaute' ['internaut'] , as the fitting French term has it, the sailing-navigating user of the internet -might land. As Bonnet (2014: 30) In this light, the generic label appears to aim to define the place of the project within the logic of the book industry: updating the meaning of the term on the one hand, and identifying the project with a well-established category on the other.
For the reader coming to the text in a less theory-focused mindset, 'novel' continues to associate fictionality and the idea of a full, round story. The genre indication 'structure la lecture' ['structures reading'] in line with the relevant conventions, as Schaeffer (1989: 199) observes, is part of the guidance the author provides for the reader (Jauss 1982: 22) . From the perspective of Bon's overall work and authorial image, however, this is more than a simple twisting of the reader's mind and is best understood in its political dimension.
In addition to the pragmatic and economic questions of the relationship between author, reader, publisher, and market(ing), the juxtaposition of seemingly contradictory indications regarding the factuality or fictionality of the commentaries can be read as a statement about the relationship between literature, language, and the real, in which experience and invention are inextricably intertwined, though not necessarily at the expense of authenticity -and as the contestation of an easy opposition between fictional and factual writing. As Nielsen et al. (2242), which he suggests might be a suitable metaphor to grasp this digital rereading of the novel. The French name for this device felicitously combines three key notions that are in play: the question of objectivity and factuality; the 'bascule', which is also the term often used to refer to Bon's digital transition, and decentring, which is both structural, with the above discussed hypertextualization, and semantic, with the shift of focus to the commentaries.
The commentaries that constitute the 'novel of Limite' are as much a fragmented autobiography of the author as a biography of the novel -an 'autoblographie' (Bonnet 2015) .
They recount 'real-life experiences' that inspired different characters and their thoughts:
working as an industrial designer, the infatuation with Rock music, the bullying in the boarding school, military service, and so on. The 'same' stories are thus told twice -or rather, the same events are proposed in two versions -in the 'deux couches superposées'
['two superposed layers'] as the commentaries tell the 'real' events that inspired some of L1's plot, which is then presented as their fictionalized retelling. The question arises: can the fiction, which could be seen as the 'original', 'authentic', and properly 'literary' text, as opposed to its later autobiographical and critical extension, outweigh the power of factuality and authenticity associated with the latter, so that the whole maintains the status of a literary enterprise rather than a merely curatorial or critical one? If it cannot, is a balance between the two possible? And if not, does that not mean that the account of the process takes precedence over the product thus undermining the integration and consubstantiality of the two? Raising these questions can also be understood as an authorial gesture that targets precisely the conventional interpretation of the concepts of originality, authenticity, and literariness, and The modification of the title is no less striking: while the online version, published in segments following the logic and temporality of a blog or a feuilleton, was labelled 'roman', the collection of the entire series as a single document, which would traditionally reframe a 'feuilleton' as a 'novel', here becomes a 'feuilleton'. This term today associates seriality and fictionality, reaffirming both the episodic nature and the continuity of the thread of the 'invention of Limite'. This continuity is confirmed throughout the e-book: while the online version introduced the commentary preceding each passage with the matter-of-fact heading 'à propos de ce passage' ['about this passage'], 7 in the e-book this becomes 'Limite, le commentaire, un feuilleton' ['Limit, the commentary, a feuilleton'], followed by the number of the passage in the series of twelve. Highlighting the commentaries' continuity endows them with a degree of independence as an extended text, affirming their potential to be regarded as more than a functional explanatory epitext added to another, 'primary' text, and inviting a reading for their own sake.
At the same time, this continuity is now more tightly intertwined with the original novel's passages as here they alternate throughout in a single document. In other words, the recasting of the structure of the extended text in the form of an e-book both affirms the commentaries' inner coherence and facilitates a reading that alternates between the two threads. While in L2 seeing the continuity of each thread required navigation between the blogposts of the series -made difficult by the fact that the otherwise handy 'previous -next' buttons available at each post often do not work, so that the reader needs to return to the content page listing the passages to find the next one in line, increasing the chance that one will simply navigate away from the project -the e-book edition makes both the continuous and the thread-focused skipping mode of reading easier. In this light, despite the identical chapter divisions, from the reader's perspective, the e-book clearly does not 'conserve la structure fragmentaire que la publication en feuilletons sur le site Tiers Livre lui avait imposée' ['keep the fragmented structure imposed on it by the publication on the Tiers Livre website as a feuilleton'], as Gilles Bonnet suggests (2014: 25) , but rather facilitates two modes of linear reading, one continuous and the other by threads.
The term 'feuilleton' also reinforces the ambiguity concerning the nature of the commentaries in terms of the fictional-factual distinction, insofar as it historically implies both. 'Feuilleton' first referred to a non-fictional column in journals, but since the nineteenth century came to be closely associated with the predominantly fictional genre of the 'romanfeuilleton'. 8 This polysemous label thus continues to blur the boundaries between fictional and factual writing and contributes to the homogenization of the two threads, the original narrative and the meta-narrative, in a hybrid 'third' literary space that questions the usefulness of conventional binary distinctions between factual and fictional discourse, and between text and paratext. This does not mean that the concept of reality or the possibility to speak about it is rejected, but rather that 'fiction' is not necessarily less relevant or less authentic as a discourse about the real than the discourse about actual facts, as we have already seen with L2 and its different framing pointing in the same direction.
This balance between the two modes of reading is, however, further upset by a technical detail that can give place to different receptions. Saemmer (2015: 59-62) argues that the device ('dispositif') determines the reading, just as the technology frames the writing of born-digital texts. The size, luminosity, manipulability, multifunctionality, and mobility of the screen all count, and despite their increasing resemblance to computers in terms of possible uses, tablets and e-readers still represent a different technology with their largely reading and mobility-focused layout and touchscreen. Two recent collective volumes on tablet-based works highlight the specificity of this medium and demonstrate that 'les transformations, les usages et les pratiques de lecture des oeuvres disponibles sur ces supports numériques, nomades, reliés ... réclament une nouvelle ergonomie, aussi bien au niveau de la création que de la lecture' ['the transformations, uses, and reading practices of the works available on these nomadic, connected digital devices … require new ergonomics with respect to both the creative process and the reading'] (Bikialo et al. 2015) .
Even the type of mobile reading device used matters. L3 is available in different formats (epub, Kindle, Mobipocket), but the way it is displayed will not be the same on every Another seemingly small but important change in the e-book is that all hyperlinks but one were removed from the commentaries. 11 This seems to take us back to the logic of the book as an autonomous and structurally closed work readable independently from the rest of the author's oeuvre and associated with other texts only by pre-digital modes of intertextuality. The computer's usually larger screen seems more fit for the purpose of following links and returning to the point of departure than e-reader devices, but Bon (2016b) himself emphasizes how these enable an increasingly easy web navigation experience and networked reading. The reasons for removing the hyperlinks must therefore be other than technical -and its result is the affirmation of the work's emancipation from the web(site) and its autonomy as a self-sufficient work: a book. If the web produces a 'livre défait, déconsruit'
['undone, deconstructed book'], as Saemmer (2010: 251) observes in the case of Tumulte, and it 'détisse la "chaîne du texte"' ['unties the "thread of the text"'], as Bonnet (2014) On the other hand, the term 'project' was suggested by the lack of a more suitable and specific terminology that would enable speaking about the series as well as about each version without falling back on the heavily loaded terms 'book' or 'novel', or on the far too general 'text' or 'work'. This terminological gap suggests that we are facing a new paradigm that does not fit well-established discourses. LIMITE can be regarded as a novel in the traditional sense reborn in the form of 'cyborg literature', which Anaïs Guilet (2013: 85) defines [key word: complementarity. Print on demand, why? 1, because it exists, 2, because it will in the coming months become a crucial component in the distribution of the book.
It is no longer a substitute but a tool for reinventing the book as such.]
LIMITE remains a trace of the ongoing reinvention of the 'book' as a new logic of writing, as a material object giving birth to and emerging from a project, and as a literary object with a diffuse identity to be read and used -and reinvented constantly. 
